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THE MOSHOPOLIS SILVERSMITH GEORGIJE ARGIRI

The artists of Moshopolis stamped an indelible seal in the development of 18th
century Orthodox art which evolved under the aegis of the Metropolitanate of Karlovci in
the Hapsburg monarchy. To date researchers have mainly focused their attention on
painters and graphic artists. The silversmiths from Moshopolis also gave a significant
contribution to the development of the arts in the areas of the Karlovei Metropolitanate.
However, their activity has been largely uninvestigated.

The silversmiths of Moshopolis appeared in the towns of the Hapsburg monarchy
already in the first decades following their liberation from the Turks. Thus, the population
census in Timisoara of January 28, 1739 mentioned the name of the silversmith Todor
Mihail, who had come from Moshopolis in the year 17311, The presence of silversmiths
was registered in other cities as well, and one of the most important centres was inter alia
Novi Sad?. In the beginning of 1770’s seven silversmiths of the Orthodox faith were
working in Novi Sad. Only one of them, Pordje Tadijanovi¢, had come from Osjek in
Slavonija, while all the rest had come from Macedonia. DPordje Nikoli¢ became a citizen
of Novi Sad on August 29, 1770, Lazar Kosti¢ and Slavoj Demeter on September 13,
1770, Marko Stafanovié¢ on March 27, 1771 and Mihaijlo Anastasijevi¢ on September 7,
1771. Regarding all of them, it was recorded that they had come «ex Macedonia»®. A
more specific place of origin is referred only in the case of the silversmith named Markus
Stamu, who became a citizen of Novi Sad on August 18, 1773. The records say that he
was «ex Turcia, loco Grabovo»?*. According to other, insufficiently verified sources, the
number of silversmiths working in Novi Sad at the time was considerably larger. In the
course of 1770 there were eighteen silversmiths working in this town, three Serbs and
fifteen Tzintzars (Vlachs, Welachians). Five years later, according to the same source
there were thirty one silversmiths working in the town, most of them Tzitzars®. By the
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year 1797, two decades later, they had established their independent silversmiths’ guild
and obtained their sealé. The appearance of larger number of silversmiths from Macedonia
precisely in the early 1770’s is probably associated with the first destruction of Mo-
shopolis in 1769, when due to the general insecurity a large number of Greek and
Tzintzar merchants and craftsmen moved out and settled in cities of the Hapsburg
monarchy.

The work of Orthodox silversmiths, who previously obtained workshops in Novi Sad,
has remained for the most part unexplored. Archival records tell us that the reliquary for
the relics of St. Stefan Stiljanovié in the Si%atovac monastery on mountain Frugka Gora
was made by the Novi Sad silversmiths Nikola Tomasevi¢ and Marinko Cveji¢ in 17607.
No other date on the work of these silversmiths is available. Novi Sad, however, was an
important centre of the gold trade in the first half of the 18th century as well, when the
fruitful and renowned master craftsmen Georgije Argiri from Moshopolis also worked in
this town.

One of the first works signed by Georgije Argiri is the liturgical fan of the Krusedol
monastery in Fru§ka Gora8. The liturgical fan is made of partly gilded silver. In the centre
of both sides is the waist image of Christ Immanuel blessing with his hands raised. Around
him is a circular riband with a text of the song of the seraphim inscribed in it, in Greek on
one side and in Serbo-Slavic on the other. Beneath the Slavic text there is an inscription
stating that the fan had been commissioned by the bishop of Pe¢uj Nikanor Meletijevi€ in
1724, and that it was made by «Georgije Argiri, silversmith from Moshopolis». Around
the medallions with the image of Christ, on both sides are fixed cast seraphimes holding
liturgical fans in their hands. Three rectangular cast icons are riveted between them on
each side. They depict on one side the Annunciation, the Virgin Mary and St. John the
Baptist. The church of the Kru$edol monastery is dedicated to the Annunciation, which is
why this scene was singled out and placed above the image of Christ Immanuel. The
Annunciation also figures in an earlier liturgical fan, commissioned for the KruSedol
monastery by the metropolitan of Belgrade Ilarion in 1664°. The icons of Theotokos and
St. John the Baptist are placed next to that of Christ, forming together the Deisis. The
postures of the Theotokos and St. John the Baptist demonstrate that the silversmith and
the commissioner of the work both had in mind the idea of their supplicatory mediation.
This time also the model they emulated was the earlier liturgical fan of the metropolitan
Ilarion. The icons on the other side of the fan show the images of the holy despots of the
Brankovié family, whose relics were kept at Kru§edol monastery. On one icon is
depicted bishop Maksim Brankovié, in archpriest robes holding a Bible in his hand. On
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the second one despot Stefan Brankovié is depicted holding a cross. On the second one
despot Stefan Brankovié is depicted. On the third are the despot’s wife Angelina and
despot Jovan are also depicted. The presentation of the images of the holy despots of the
Brankovié family on liturgical objects was a practice that can be followed in the KruSedol
monastery ever since its founding in the 16th century. At the request of bishop
Meletijevié, who lived in Krusedol and was well acquainted with old liturgical objects
being kept at the monastery!0, Georgije Argiri also drew on this tradition!!. The fields
around icons are decorated with perforated plant ornaments, with flowers and leaves
incised with needle. The gilded edge of the fan is adorned with small six-winged seraphim,
made of silver and semi-precious stones.

In the same year bishop Nikanor Meletijevi¢ commissioned a silver archpriest’s staff,
which is kept in the treasury of the Cathedral in Sremski Karlovci'2. The staff was made
by casting and forging and then chiselled and partially gilded. It consists of five eight-
faceted joints, articulated by ball joints. Two entwined snakes are at the top end of the
staff. In Kruedol, there had been a similar staff of bishop Meletijevi¢, made of ivory!?.
By all indications it had served as the model for making the silver staff. The workmanship
and the fact that in that year Nikanor Meletijevi¢ had commissioned Georgije Argiri to
make the liturgical fan indicate that this staff is to be attributed to the same master
craftsman.

The next known work of Georgije Argiri are the covers of the Gospel book made for
the Banat monastery of Vojlovica4 (Fig. 1). The Gospel was printed in Moscow in 1718
and the cover plates were commissioned by the prior Ignatius a decade later. Facts about
this undertaking are engraved in an oval silver medallion riveted to the back of the
gospel. At the end of the inscription it is stated that the covers were finished by «Georgi
Hrisikos Moshopo(li)tis Vlahos» in December 1728 (Fig. 2). Fixed to the centre of the
iron cover there is a round medallion showing the Deisis. Christ is seated on the throne,
clad in archpriest robes. Flanking him are standing the Theotokos and John the Baptist, in
the corners are triangular plagues with oval medallions. They show the evangelists, with
their appertaining attributes. The top medallions depict Mark and Luke and the bottom
ones Matthew and John. Georgije Argiri structured the gilt frames of the front cover after
the fashion of Russian and Ukrainian Baroque covers!S. Russian and Ukrainian Gospel
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books with gilded frames can often be found in the churches of the Karlovci Metro-
politanate, and have been found as far as south in the monastery of Chilandar¢. Georgije
Argiri was certainly very well familiar with them, but he exercises much caution in
modelling his work after them. His images and decorative ornaments have been cast with
more stylisation and less plasticity than is the case of the covers of Russian Gospel books.

In the church of the Ascension of Christ at Ruma two Gospel covers have been pre-
served bearing the signature of Georgije Argiri. The first cover, as stated in the in-
scription, was made for the church of the Archangels Michael and Gabriel in the Nova Va-
rog section of Belgrade!”. It is, however, not entirely clear what church is in question. The
Cathedral of the Belgrade Metropolitanate at Gornji Grad, which was demolished during
.the Austro-turkish wars towards the end of the 17th and beginning of the 18th century and
renovated in the period between 1725 and 1728, had been dedicated to the Archangels
Michael and Gabriel’®. In Nova Varos, Donji Grad, there was the church of the Nativity of
St. John the Baptist, which was being renovated at that time!?. There is every indication
that the Gospel was donated to the Cathedral of the Archangels Michael and Gabriel,
because an oval silver medallion was attached to it, depicting the scene of the Annunci-
ation hammered into it. It was designated in Greek «Evangelismos», while the text en-
graved on the rim of the medallion is Serbo-Slavic. It shows that this Gospel was donated
to the church of the Archangels Michael and Gabriel in Belgrade by Georgije Argiri in
April 1734. It was precisely in that year that action was made for completion of the
restoration of this church?®, which was probably what prompted Georgije Argiri to con-
tribute on his part to that undertaking. The covers of the second Gospel do not indicate
either the church for which they were made or the year. The oval medallion depicts the
Resurrection of Christ, denoted as «Anastasis», followed by a text in Greek stating that it
had been made by «God’s servant Georgije, silversmith from Moshopolis»?!. In view of
the fact that the workmanship of the covers of the Gospel books is similar to that of those
of the Cathedral Church in Belgrade, it is probable that they originate from the same year,
somewhere around 1734.

The last known work featuring the name of Georgije Argiri is the massive silver cover
of the Gospel books of the Sigatovac mionastery in Fruska Gora?2. The Gospels were
printed in Moscow in 1735 and the covers were framed in 1742. From the description of
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the supervisory commission of metropolitan Pavle Nevadovié, that visited Si¥atovac in
1753, we learn that the former prior of the monastery, Vasilije, passed away on June 17,
1742 and that according to his last wishes, his legacy was spent to provide gilt cover for
the Gospel?®. The cover consists of rectangular plates fixed to the base, and the figural
representations are cast or beaten. This technique of covering the Gospels was accepted
in the Serbiari church over the previous two centuries, and a number of representative
examples were, kept in the treasuries of the Fruska Gora monasteries. Characteristic
examples, with which those who had commissioned the covers and probably the master
craftsman were familiar with, are the covers of the Gospel books of the Kru§edol
monastery from 1656 and the covers of the Hopovo monastery Gospels from 166124, An
identical structure of Gospel covers was also maintained in the Moshopolis silversmiths’
shops up to the middle of the 18th century. One of the examples is the cover made by
Filip and Argjur Atanasit in 1755%. The central field on the top part of the Gospel from
Sizatovac depicts the Resurrection of Christ. Above there is the Crucifixion and beneath it
the Entombment. Flanking it on each side are four rectangular fields depicting scenes
from the cycle of Christ’s passion. The cycle begins in the top left corner with a com-
position showing the Last Supper and continues on the other side with a representation of
Judas’s treachery. The last scene in the bottom left corner is the Bearing of the Cross. The
Theotokos Platitera is in the central field of the lower cover, flanked by two angels with
flowers in their hands. The same type of the Virgin surrounded by angels, represented in a
similar way also, appears in the Gospel covers of the Hopovo monastery from 16612,
Beneath the angels are square plaques with engraved scenes of the Annunciation and the
Nativity of the Theotokos. At the bottom of the plaque showing the Nativity of the
Theotokos is the signature of the master. Between these images there is a rectangular
plate with an inscription regarding the overlaying of the Gospel. Above the Virgin there
is St. George, represented as a horseman slaying the dragon. At the bottom is St. Stefan
Stiljanovié, whose relics were kept at Sigatovac. He is depicted in ruler’s regalia, with a
crown on his head. A cape is draped over his shoulders and he is holding a staff and cross in
his hands?”. The corner plaques depict the evangelists with their appertaining symbols.

A particular problem in researching the work of Georgije Argiri is the Eucharist paten
donated to the monastery of Gomirje by the bishop of Gornji Karlovci Pavle Nenadovic,
later to be the metropolitan of Karlovci?® (Fig. 3). The paten was made by casting,
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beating and etching. The rim of the disk is slightly elevated. It is supported by a high
cylindrical leg. The leg widens at the bottom to form a round foot adorned with bountiful
floral ornaments. Evenly distributed on the plate of the disk are three chalices with lids
adorned with similar elaborate floral ornaments. A three-pronged candle holder stands
next to them. A smaller disk has been placed in the centre, serving for depositing the first
bread, around which symbols of the evangelists have been hammered. This type of
baroque patens was new and it was accepted in the Karlovci Metropolitanate in the
course of the first half of the 18th century. The earlier patens, made during the preceding
century, had a wider disk. They were supported by more legs which were considerably
shorter. And when patens were made with a single supporting stand, they did not have a
widened foot at the bottom?°.

At the rim of the disk there is an engraved inscription from which we learn that the
paten was made by «Georgi Srebkov» in Novi Sad, on June 29, 1748. In addition to the
stylistic analogies, there are also a number of other reasons on the basis of which «Georgi
Srebkov» can be identified as Georgije Argiri. Writing his name as «Georgi», abridged
from «Georgis», indicates that the master craftsman’s mother tongue was Greek. As far as
we know, in the middle of the 18th century no other silversmith by that name worked in
Novi Sad except Georgije Argiri. It was in this same way that he inscribed his name on
the liturgical fan of the monastery of KruSedol and the overlay of the Gospel of the
monastery of Vojlovica. The surname «Serbkov» (silver) is the Serbian translation of the
surname Argiri (argyrion). The practice of serbianizing Greek names, by translating them
or adding Serbian endings to them, was not infrequent at the time. A case in point is the
painter Jovan Cetirevié¢ from Grabovo, who signed himself on his first iconostasis in the
village of Molovin as «Jovan Cetiri Grabovan», only to add, four years later, on the ico-
nostasis in the village of Orahovica, a «vié» to his surname and become «Jovan Cetire-
vié»30. Similarly, Janko Halkozovié¢ changed his surname. Initially, he signed his name as
Greek, as Janko Halkozo, whereas on the iconostasis of the monastery in Beo&in he
signed his name as «Janko Halkozovié»3!, Georgije could also have serbianized his name
by adding an ending. That is what one of the most eminent Tzintzar families in Osjek did,
the founder of which Leontije Argirovi¢ died on November 22, 178332,

Bishop Pavle Nenadovié first met Georgije Argiri early in 1748, when he came to
Sremski Karlovci on the occasion of the death of the patriarch Arsenije IV Jovanovié
Sakabenta. The paten was finished towards the end of June, and several months later at
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200.
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the Synod in Sremski Karlovci, convened on August 27 to elect the new elder of the
Karlovci Metropolitanate, Nenadovi¢ was appointed bishop of the Arad eparchy33. It was
expected that Nenadovié, as one of the closest associates of the deceased patriarch would
be elected metropolitan of Karlovci, which indeed happened next year. It is probably for
those reasons that he commissioned the paten which he donated to the most eminent
monastery of the Gornji Karlovci eparchy. Pavle Nenadovi¢ was pro-Austrian oriented
and an opponent of the South Balkan tradition. Argiri knew this and it is probably due to
this reason that he did not sign his name in Greek on the paten, nor emphasise his Mo-
shopolis origins. In the following decade, when Nenadovié was at the helm of the Karlovcei
Metropolitanate, the official art of the Serbian church in the Hapsburg monarchy was
subjected to an ever more blatant suppression of its tradition and of south-Balkan in-
fluences. It was precisely at that time that artists originating from the south forbore their
signatures in Greek and seldom indicated their origins. They only affixed their signatures
the way they used to do, when they worked for Greek and Tzintzar employers.

Georgije Argiri, on the basis of stylistic analogies with the paten of the Gomirje
monastery, also attributed the Eucharist plates of the monastery Kovilj, the parish church
of the Archdeacon Stefan in Sremska Mitrovica, and the church of St. Nicholas in Novi
Sad. Ivan Bah thinks that an icon lamp in the Historical Museum of Croatia is associated
with the way of work of the Novi Sad master Georgije who made the paten of the
Gomirje monastery34. The icon lamp is inaccessible to me, so that I am in no position to
discuss its possible attribution to the opus of Georgije Argiri.

The Eucharist paten of the church of St. Nicholas in Novi Sad dates back to 1750%.
Its disk is in the form of a shallow plate, and the date of its inception is inscribed on the
rim. It is supported by a cylinder-shaped leg widening at the base into a round foot.
Symbols of the evangelists, surrounded by stylised floral ornaments, have been cast,
beaten and etched in the upper section of the disk with three cups and a three-pronged
candleholder placed between them. The upper section for unleavened bread (prosphora)
features the beaten waist image of Christ Immanuel benedictory with his hands raised.
There is no name, not even the initials of the master inscribed on the paten. It is, how-
ever, almost identical in form with the patens from the monastery of Gomirje. The image
of Christ Immanuel has been depicted almost identically as on the liturgical fan of the
Krugedol monastery bearing the signature of Georgije Argiri. The identical features are
especially in evidence in the fold of the drapes, so that there is no dilemma whatsoever
that they are the work of the same master.

The paten of the monastery of Kovilj, dated 1741, is of similar workmanship3¢ (Fig.
4). The paten of the parish church of the Archdeacon Stefan in Sremska Mitrovica was

33. M. Grbié, Karlovacko viadi¢anstvo, Prilog istoriji Srpske pravoslavne crkve, v .11, Karlovac 1891, p. 15.

34, 1. Bach, op.cit., p. 5.

35. Op.cit., p. 38, pl. 77, 78.

36. O. Milanovié Jovié, Iz arhitekture, slikarstva i primenjene umetnosti Backe, Novi Sad 1980, p. 38,
pl. 79.
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made in the same year, as attested to by the inscription at the base of the foot3?. At the
section reserved for the first prosphora has been beaten the waist image of Christ the
Lord. He is blessing with his right hand and holding the Gospel in his left hand.

In the course of the 1730’s and 1740’s a series of gold articles were made similar in
workmanship and style to the works of Georgije Argiri. This similarity is especially
conspicuous in those works bearing the imprinted initials of the master «GG VS». They
feature on the chalice from 1743 and the Gospel covers of the monastery of Bodjani
printed in Moscow in 1730%, the covers of the Gospel book of the monastery of Kovilj
from 1739%, and on the chalice of the parish church at Donji Kovilj*°, The same initials
are imprinted on the silver overlay of the cross commissioned for the parish church of the
Dormition of the Theotokos in Osjek by Teodor Jovanovié in 17424!. Similar to these
works is also the cover of the Gospel book of the church of the Dormition in Sremski
Karlovci. In addition to exhibiting a number of similarities with the works of Georgije
Argiri, they also feature some differences. There is every indication that it was probably
still unidentified silversmith who was developing under the influence of Georgije Argiri.
His work, especially the Gospel covers, exhibit stronger Russian influences than do
similar works by Georgije Argiri. Characteristic examples of different perceptions are the
Gospel book covers made by Georgije Argiri for the Vojlovica monastery and the covers
of the Gospel made by the master «GG VS» for the monasteries of Bodjani and Kovilj
(Fig. 5). The connection between these two masters, however, is not accidental, and this
fact led some authors to assume that the same person was in question2. In the year 1734,
at the same time when Georgije Argiri was working on the Gospel book covers for the
Cathedral in Belgrade, the chalice with initials «GG VS» was made, commissioned for the
Resava monastery by the hieromonach Dimitrije#3. In view of the fact that this mona-
stery is in Serbia, it is highly unlikely that the chalice was made in Novi Sad. It is much
more realistic to assume that at the time the chalice was made, its craftsman was staying
in Belgrade, like Georgije Argiri did, and that later he moved to Novi Sad.

The opus of Georgije Argiri, the signed works and those attributed to him on the basis
of stylistic analogy, demonstrate that he was one of the most fruitful silversmiths working
in the Karlovci Metropolitanate, in the course of the first half of the 18th century. By all
indications he was a very renowned craftsman, as his works were mainly commissioned
for rich monasteries and parish churches which could afford expensive and representative

37. M. Lesek, «Umetnicka delatnost u XVIII i XIX veku», Sremska Mitrovica, Sremska Mitrovica 1969, p.
160; O. Milanovi¢ Jovié, op.cit., p. 38, pl. 80, 81.

38. L. Mirkovié, 1. Zdravkovié, Manastir Bod ani, Beograd 1952, p. 73; O. Milanovié Jovié, Iz arhitekture...,
p. 36, 40, pl. 70.

39. Op.cit., p. 36, pl. 71.

40. Op.cit., p. 40.

41. V. BorCié, Zbirka umjetnicki, p. 60, Cat. No. 264.

42. O. Milanovié Jovié, Iz arhitekture, p. 40.

43. P. Momirovi¢, Manastir Bodani, Bodani 1980, p. 105.
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liturgical objects. Among the dignitaries of the church hierarchy who commissioned works
from his workshop were the bishop of Peluj Nikanor Meletijevi¢ and the bishop of Gornji
Karlovci Pavle Nenadovié, later the metropolitan of Karlovci. Despite his rich opus,
only a few reliable biographical facts from the life of Georgije Argiri have been esta-
blished. On the liturgical fan of the Kru§edol monastery, his first known work in the areas
of the Karlovci Metropolitanate, he signed himself as «Georgije Argiri, silversmith from
Moshopolis». The surname Argiri was not infrequent in the cities of the Karlovci Metro-
politanate during the 18th century. It appeared in the forms «Argir», «Argiri», «Ardjir»,
and even serbianized, «Argirovié»#4. On the cover of the Gospel book of the Vojlovica
monastery the silversmith inscribed his name as «Georgi Hrisikos». We learn from the
same inscription that he was Tzintzar by nationality, «Vlahos» (Vlach, Walachian) as he
himself put it.

The first known works by Georgije Argiri date back to the mid-twenties, suggesting
that he was born at the turn of the 18th century. He learned his trade in Moshopolis
within his own family. This is indicated by the name Argiri, which was the surname of
Greek and Tzintzar silversmith families. Afterwards he moved to the Hapsburg empire,
where by the mid-1720’s Argiri had already earned a reputation as a master craftsman.
We learn from the inscription on the Eucharist paten of the Gomirje monastery that in
mid-1748 he lived in Novi Sad, the seat of the eparchy of Backa and renowned arts and
crafts centre. It is probable that before that time he had lived for a while, or at least
stayed for a short spell, in Belgrade, which was under Austrian occupation from 1717 to
1739. This is suggested by the fact that he donated gilded Gospel covers to the Cathedral
in Belgrade. The activity of Georgije Argiri ceased around the middle of the eighteenth
century but it seems that he died much later, in a ripe old age. Towards the end of his life
he donated to the monastery of Si¥atovac a belt bought in Vienna in 177145. A decade
later a certain Stefan Ardjir was registered as a pupil of the Greek school in Novi Sad, but
we have no idea whether he was related to Georgije Argiri*.

The liturgical objects of the type commissioned from Georgije Argiri were being
made for centuries in Orthodox churches. Their use did not change so that their form and
the iconographic decoration programme were largely traditional. During the three deca-
des, when Argiri worked in the Karlovci Metropolitanate, between 1724 and 1750,
Serbian art was undergoing complex transformations with tradition being amalgamated
with the new Baroque perceptions. Georgije Argiri, like the majority of the artists who
came from the South Balkan hinterland, accepted the new concepts with measure and
caution. In crafting the liturgical fan for the Krusedol monastery and the covers of the
Gospel book for the Si¥atovac monastery he drew on tradition. The covers of the Gospel
book of the Vojlovica monastery, as well as the patens, have a form accepted only in the
Baroque.

44, D. J. Popovié, O cincarima, p. 319.

45. S. Mileusnié, «Crkveno-umetnicki predmeti manastira Sigatovcar, Manastir Si¥ atovac, Zbornik radova,
Beograd 1989, p. 216.

46. D. J. Popovié, op.cit., p. 319.
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He did not introduce much novelty in the types of Christ, the Holy Virgin and the
saints, and in the iconography of certain compositions. Still there is some. The covers of
the Gospel book from the Sifatovac monastery features the cycle of Christ’s passion. This
cycle was not shown on serbian covers of the Gospel book in previous times. In other
Orthodox communities, however, it appeared in the 17th century. In the Walachian
Principality, with which the Karlovci Metropolitanate maintained close artistic ties, the
cycle of Christ’s passion was often presented on the covers of Gospel books already in
the last decade of the 17th century’. The cover of the Gospel book from the monastery
of Sigatovac also features, in the centre of the cycle of Christ’s passion, the Resurrection
scene. Christ is shown above the tomb, but also at the entrance to Hades holding Adam
and Eve by the hand. The heads of the other righteous are showed from behind. Obviously,
the master is combining two iconographic types, Christ’s Resurrection from the tomb and
Descent into the Hades*. The scene of the Annunciation in the covers of the Gospel
book which Argiri presented to the church of the Archangels Michael and Gabriel in
Belgrade was done after the fashion of West European Baroque conceptions. The decor-
ative elements, like floral wreaths, are much less stylised. They are crafted in a similar
fashion as the bordures of Hristofor DZefarovié’s graphic leaves.

Georgije Argiri, viewed within the broader framework of the silversmith trade in the
Karlovci Metropolitanate in the 18th century, belongs to the group of master craftsmen
with a traditional orientation. The majority of Greek and Tzintzar silversmiths active in
these areas in the first half of the 18th century belong to this group. Only a few, the most
skilful ones, more readily espoused central European Baroque concepts.

47. C. Nicolescu, Argintaria laica si religiosa in tarile Romane (sec. XIV-XIX), Bucuresti 1968, pp. 305, 306,
308, 310, 313, 319, Cat. No. 351, 352, 356, 357, 358, 361.
48. P. Hetherington, The «Painter’s Manual» of Dyonisius of Fourna, London 1974, p. 39.
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IMEPIAHWYH

Miroslav Timotijevié¢

O MOZXOIIOAITHE APTYPOXOOZ I'EQPI'TOZ API'YPHZ

ATO TIG Q€S TOV 180V aldva, N oeQRurn TEXVN eTQROXELTO va dexTel OAO KoL TLO
EVTOVOL TLG OUTLXOEVQMITATHES EMLOQOES. To Tvelua TG BulavILVig TEXVIG KOl TTOQA-
doong dev eyratérelPe TOTE TN ZeQfia, evad axdun ®oL TV £ToxY TOV MoK onua-
VTUXT) NTAV ) EAANVLRY ETTLQQOT) OTOUG TOUELS TNG QQYLTEXTOVIXNG, TNG LWYQAMPLXAC, TNS
XOQOKTIUNG HOL TWV SLOKOCUNTIRAV TEXVAOV. ATO TLS 0QXES axdun Tov 180V aldva, 1
MoOOYOTOALG LE TO PNULOUEVO. EQYAOTNQLE TNG CUVEROAE OVOLOOTIXG GTNV AVAITTVEN
™G 0eOPLrig dramoounTirig Téxvns. OL MooyomoAiteg aQyvoyool Bewovviay eEai-
QETOL KAAALTEYVEG Yia TN 0eQBLxY) 0QBOB0EN exxAnoio evidg NG EMKQATELAS TNG UO-
vaylog Twv APRoVQYV ®xal £vag €5 aut@v fTav xol 0 «I'edQYLog AQyvong, 0 aQYUQO-
%00¢ artd T Mooydmoin». H vmoyQapn Tov VITaQyeL 08 AELTOVQYIXO QLTS artd To
wovaotiol tov Krusedol, oe eEmguira Bihinwv atov Kabedpind Nad tov Bekiypodiov
%ol 0To. povootiole Si¥atovac xat Vojlovica. O Georgie Melentijevié mapnyyelie Tv
QTN ETWVLUN DOVAELL TOV AQyUon Y To novaotiol Krusedol to 1724, evid o Pavle
Nenadovi¢ tnv tehevtaia emdvuun dovkeld Tov yio To povaothol Gomirje 1o 1748.
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Fig. 1. Georgije Argiri, Covers of Gospel Book, 1728, Vojlovica monastery

Fig. 2. Medallion with inscription on the back of Gospel Book.
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Fig. 4. Georgije Argiri (?), Eucharist paten, 1741, Kovilj monastery
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Fig. 5. Goldsmith “GG VS”, Cover of Gospel Book, 1739, Kovilj monastery.





